Abstract: The contemporary human is in an eternal transformation, in an unending metamorphosis, he or she projects his/her life and his/her own image in countless fictitious games, plays roles in imagined situations. He/she, though using false conscious representations, will obtain the right results because he/she operates with his/her creations or fictions as if they were real realities. This is social creativity. If all these are real-life defence elements, fireworks that help the individual to anticipate certain situations, to figure the effects of certain volitional impulses, to communicate and to act freely within the scenic arts, the artistic creativity involves a paradoxical relationship between creative freedom and rigorous laws. Artistic creativity is part of the artist/actor's ability to produce ideas, new and original solutions, appropriate to the given problems and circumstances, being a first step in the innovation process. Thus, both creative imagination and artistic creativity become original components in the creation process and implicitly in the contemporary performing arts.
In a world that is constantly changing, finding a personal identity and finding a sense of identity forces the individual to redefine ceaselessly, both in relation to the outside world and in relation to himself/herself. The contemporary human imagines his/her life by projecting his/her own image and those around him/her under different imagined circumstances, creating, as in a continuous game, his/her own story. He/she assumes and identifies himself/herself with different roles and situations, voluntarily or involuntarily trains what could be called his/her imaginative ability and his/her faith in fiction, he/she is absorbed in a continuous game that alternates fiction and objective reality. This playful creativity is a constant binding on the cultural becoming of the current individual and the society in which he/she develops.
As philosopher Hans Vaihlinger argues in his book Philosophy of 'As

If'
1 in the sphere of the individual's social life, behaviours and human activities, most of the scientific and philosophical concepts are nothing but inventions, creations and fictions of the imagination and intellect, which the subject accepts and uses as if they were true. Hans Vaihlinger's fictional philosophy is based on the premise that although the individual uses false conscious representations, he/she will obtain the correct results because he/she operates with his/her creations or fictions as though they were real realities.
The individual behaves as if confusing fiction with real life. According to this principle, the individual, through various roles and masks worn, through various voluntary or involuntary inventions, directs all his/her actions and purposes.
Thus, through behavioural, communication, action HOWs, the individual is in a continuous creative process, whose purpose is, not as in the case of the artistic process, the originality and innovation of the finished product, but the adaptation of the subject's psyche to the world and outside circumstances. The individual behaves as if he/she were acting freely, though this action is born of nothing. He or she uses mathematics and physics to explain certain things (although the two sciences have a completely imaginative and contradictory basis), or considers space and time to be infinite in order to be able to orientate. The individual is also extremely creative when he/she cannot explain a particular problem or when the material is too complicated. He/she combines, omits and restructures data, information, and elements of the real, builds schemata and support and provisional scaffolding to fill voids and understand the truth. He/she uses rhetorical demonstration, ideal images, symbolic analogies, assumptions, hypotheses, elements that do not actually exist or that contradict reality in order to preserve the body. All these are in real life defence elements, fireworks that help the individual to anticipate certain situations, to calculate the effects of certain voluntary impulses, to communicate and to act.
The ability of the contemporary individual to be creative in an objective reality, to create volitionally or most often involuntarily fiction and psychic creations is extremely important and necessary for each individual but all the more for the artist. The human's ability to change the angle of approach to a problem, to find solutions other than the ones known, to develop new projects, to make assumptions in a daily and social context is part of his/her intellectual and imaginative structure.
Mihai Golu emphasizes the existence of two types of creation. 2 One that he calls primary, common to all individuals, and the other, called secondary, specific to individuals with practical sense, who are organized and assume their tasks. Primary creation is born unconsciously and manifests itself through openness, spontaneity, freedom, availability and sensibility, and the latter is born of consciousness. The combination of the two forms results from the adult's active curiosity to be surprised, to get impressed, amused and astonished. These types of creation, even if they are based on a characteristic of artistic creativity, namely freedom from any kind of constraint, cannot be assimilated to it because artistic creativity involves a paradoxical relationship between creative freedom and rigorous laws, methods and rules which guide it. Social creativity can thus become an important pillar of artistic creativity, being the daily context that always accompanies the artist in his/her approach, making him/her to be in a permanent search, both personally and professionally. The contemporary world is transforming with every moment and the artist is constantly redefining, finding new means of expression and new inner possibilities. He/she creates the imaginative, fictional world with fantasy and creative imagination, continuously feeding his/her artistic imagery with new, modern elements, changing and constantly updating the artistic discourse.
The concept of imagination has, due to the particular complexity it reflects, extremely varied, fluctuating and controversial characteristics, which are often the subject of dispute between psychologists and philosophers.
Imagination theories have as a common point a psychic process with an active structure and dynamics that generates, operates and creates images, thus becoming the main component of creativity, of the artistic product and of the personality that drives a visual product from it. Imagination, as the basis of all creative activities, is an important part of life, whether we are talking about cultural and artistic activities, or technical or scientific activities. In this sense, absolutely everything that surrounds us, the whole world of culture is the product of human imagination and its creations, because any invention, before being implemented, embodied in reality, has been conceived in imagination.
Many times, the mark of human creativity has been called in madness, in absurdity and irrationality. Creativity has been thrown into an obscure area, often confused with either an activity of the genius man's spirit, or that state of daydreaming, sleepwalking, pathological unconsciousness of the creator.
In the contemporary conception, imagination reflects the power to express the ideal by selecting and recombining the material given by a previous experience, representing the re-updating of past things into the present. On the other hand, the concept of creativity implies the action to do, it becomes a practical process. If imagination allows us to think about things that are not real, creativity allows us to do something meaningful with imagination.
There are many definitions of creativity, as in the case of imagination, without shaping a generally accepted conception of this phenomenon. It is, according to various dictionaries, a "complex trait of human personality, consisting in the ability to achieve something new, original" 3 , or "the ability to translate ideas, rules, models, traditional relationships and create new and meaningful ideas, forms, methods, interpretations, originality or imagination" 4 , or "the ability to make, or put differently, to produce imagination. Creativity is that ability to combine elements, to produce a structure, to combine old elements with new ones in a novel, innovative way, often confused with creative imagination.
"Innovation" 7 , in Golu's opinion, consists of recombining the elements into a new form, with a new appearance and properties, non-existent to the original object. The latter will reveal certain existing aspects, elements, and characteristics that have been hidden or inaccessible to the original operating schemes. This is possible due to the creative imagination, which has a specific characteristic: changing the point of view, approaching the given theme from a new perspective and putting it into other unique and varied hypostasis and relationships, with the purpose of revealing new qualities and points of view. To invent is to imagine things in a new, special way, and to get something out of imagination and to transform, recompose and recreate it by overcoming skills, habits, and templates. In short, adopting a new vision of things.
But when we talk about creative imagination and creativity, although the rules of creation place these two phenomena in the sphere of freedom and therefore of innovation, they impose a series of rules and laws aimed at verifying and validating the finished product. Imagination is a basic component of creativity, and we conclude that the attributes by which it manifests itself can be considered, according to Andrei Cosmovici's conception, as the main characteristics of creativity. The first characteristic, "fluidity" 8 , makes it possible to imagine, in a short time, a multitude of images or ideas, which will then bring appropriate solutions to the problem.
In the context of the theatrical process, this characteristic refers to the flexibility, mobility and adaptability of the imagination to create and to maintain a sequence of images and ideas in a short time, to solve quickly, spontaneously and appropriately any proposal or problem. The second characteristic refers to "plasticity" 9 , or the ease with which the subject addresses a problem and changes a certain point of view. The third characteristic, which distinguishes between reproductive and creative imagination, is "originality" 10 , novelty and innovation, the way imagination solves a particular problem, the creative way of solving scenic situations, actions and the role. Originality is, according to Gheorghe Neacşu's conception 11 , the main element in theatre creation, accompanied by the following factors: the ability to relate, non-nationality, self-actualization, sincerity, novelty, unpredictability, uniqueness and surprise. Originality, ability to relate, nonnationality, self-actualization, and sincerity are key components in the creative work of thinking. Novelty, unpredictability, uniqueness and surprise are the main components in creative activity. The originality of imagination, though it can not "characterize each particular link of the process of clarifying the role and every moment of the realization of the artistic image" 12 may instead offer "the character of the key solutions and the creative process as a whole." 13 The creative process implies, as in the case of creative imagination, certain steps or stages of its development. Contemporary psychology that has been concerned with the investigation of creative imagination or creativity proposes and systematizes the following phases of development:
"preparation, incubation, enlightenment and verification."
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Given that in the stage process the actor is on the one hand an instrument, a tool but also, on the other hand, the material on which work is being done, we will be guided in the delimitation of the stages of the creative process by the parallel made between empathy and creativity by Mariana Incubation is the time of sterile efforts and trials where no solution is found and where the achievement of the initial project is not satisfactory, as Andrei Cosmovici asserts. 22 In the case of the scenic process, this stage differs from one actor to another, because the time of understanding and perception or creation of circumstances may be different. This process does not have to be precipitated, because the risk that tends to block the imagination will be considerably higher and the possibility of discovering the new, the original, the appearance or the triggering of the moment of enlightenment in the case of creativity is diminished.
Enlightenment is inspiration, intuition and creativity; it is from a scientific point of view, as Mihai Aniţei says, a concept that is difficult to explain. The condition that the subject experiences, although described as a "living and plenary" 23 state, is difficult to explain and to verify from a psychological perspective. It is often called intuition or inspiration, and it is the source of the solution to the problem.
Enlightenment or intuition refers to a perceptual knowledge, not interfered by reasoning (if one can distinguish between perception and thinking, as Paul Popescu-Neveanu 24 says), to a sudden discovery of a solution, either at first contact with the problem or after a long period of effort.
It is that "psychological state favourable to the burst in consciousness of the results of unconscious exploration maintained by the desire for settlement" 25 and is characterised by that feeling of identification of the subject with the problem, by abandoning certain logical restrictions. It's an effervescence of thought and affectivity. It occurs predominantly in individuals who have a highly intuitive personality side. They are distinguished from other subjects by "independence, non-conformism, convenience, fantasy, predilection for speculation, passion for the field, multilateralism, self-confidence, relaxed of things or events, the result of which cannot be explained by the subject.
Even if intuition is closely related and sometimes even overlapped and identified with empathy, in the process of creation it refers rather to the artist's ability to find, spontaneously, following a cognitive and then affective knowledge, the solution to certain problems (in our case, the problems that the role implies). If it occurs in the case of empathy as a kind of fusion and affective and sensitive identification of the artist with a certain model, object or circumstance, in the case of the creative process, it arises from a rational knowledge thereof, as that happy moment of finding a long-sought solution.
In art, this moment occurs when the work is fully seen and sometimes occurs spectacularly. If in the case of empathy, inspiration is that moment when the artist, the actor lives his/her work, the role, intensely, being aware of all its components and details, the creative process speaks of intuition when a synthetic, integral knowledge is produced that elucidates all aspects of the problem.
Inspiration is in the scenic process that set of enlightenments, when the artist discovers important, innovative and original elements for his/her work 26 Ibidem.
with the help of creative imagination and logical thinking. If, at first, they appear in the form of more or less eloquent enlightenments or inspirations, along with the process of incubation their frequency increases dynamically throughout the scenic process.
Most times, however, this enlightenment takes place after a long preparation and incubation period. This type of intuition, this enlightenment that occurs during scenic creation, does not refer only to the basic feature of the creative imagination to solve personally and originally a certain situation, but also to the fusion that takes place between the actor and the world of his/her character, as we have seen in the case of the empathic process. The actor's identification with the circumstances, components and details of the role occurs either unconsciously and spontaneously (there are cases in which an actor is "revealed" the character at the first try, but this knowledge is due to emotional intuition and knowledge, as part of the empathic process), either consciously and elaborately (through analysis and rational knowledge).
There is also a close relationship between the incubation period and the enlightenment period: spontaneous, original and innovative solutions are born after a period of gestation, in which the actor acquires a great freedom of expression in the scenic situations.
Verification is the process by which imagination eliminates any errors, any contradictions arisen in the scenic process. This stage is divided into two sub-stages of development.
The first is the verification process during the creation process. This is done through the creative approach. The actor constantly checks information, ideas, thoughts, from a theoretical and analytical point of view (example: by reporting them to the text) and practically, through exercises and improvisations. This approach is an extremely important one because it guides, directs and leads the actor during the creative process.
The second is the verification process of the finished product. This verification is both an individual one, in which the actor sees and analyses his/her personal approach to his/her own work and to the audience, and an exterior one: audience, specialists who evaluate the artistic work.
Even though we have made a distinction and a clear succession of the stages of the creative process, we can say that due to the individual mechanisms involved, the emotional and affective approach, the spontaneity of the creation mechanisms, this division can be subject to change or alteration. Also, the validation of an artwork (or lack thereof), in our case of scenic creation, is subjected to subjectivity laws and is not the subject of this research. What we wanted to emphasize in the analysis above is the importance and value of imagination, artistic creativity in the creative process and implicitly in the performing arts. Therefore, without imagination, it is not possible for an artist to create a work that is innovative, original and evocative to its audience and for the society, or to develop and invent without 
